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CALLING FOR
WOMEN’S VOICES

If you are a woman artist dealing with the issue of
violence against women, we invite you to submit your
propesals fer 8 positive and creative multi-disaiplinary
exhibition and symposium.

PLEASE SEND a statement and a clear proposal of the
work(s) you wish to be considered. We welcome all visual
art, film, video, film, performance art, written works,
multi-disciplinary, etc. Include support material, ie.
Btol0 slides, artwork, text, audio tapes, ete.

DEADLINE FOR PROPOSALS:
Sept 1, 1990

SEND TO:
Bunch of Feminists
165 Drayton Ave.
Toronto, ON M4C 3M1

(Please include a sell-adressed stamped envelope if
you wish your material to be returned)

For lovers, refugees, bankers, filmmakers,
mystics, corporate elite, poets, underground
artists, souls on the road and angels ...

LIFT and Anna Christakov present:

METORGASM

(A lilm and qpaﬂy!}

Saturday, August 25 8pm
363 Sorauren Ave #303




WHITHER THE ARTS?

On July 25, 1990, a number of OAC client groups attended a meeting called by the Film, Photography

and Video Office of the Ontario Arns Council.

we are alrendy aware (see June Newsletter) the arts
A sactor fared quite badly in the last provincial budget.
Why have the arts been frozen at the provincial level
when it isn't the cnse ot other levels of government? The percep-
tion of many gavernment policy mokers is that given years of
support from government funding, the arts should by new have
matured toa level where they can assume a greater degree of sell’
aufficiency. In addition, n number of recont polls have suggested
that public opinion doean’t place a high value on the arts (one of
these polls was conducted for the government on the heels of a
number of Canadian and U.S. exhibitions that attracted consid-
ernble public controversy eg. the Mapplethorpe exhibition).

Despite arguments on the value of the arts sector, today's
economic climate puts us in fierce competition with a number of
other sectors (environmental and health issuee are obviously
high on the public ngenda). We have been hit even harder by the
economic conditions in Teronto and throughout the province ie.
escalating costs for nccomedation and salaries. The Coundl
ncknowledges that small non-profit groups have an especially
difficult ime attracting private support as oour limited size
doesn't offer the degree of profile private donors generally seck.
The Coundl also acknowledged that the largest subsidizers of the
arts are artists themselves,

The OAC's five year strategic plan has provided for 1) the
establishment of n research office which will aceumulate a body
of information that should be useful for reference material and
lobbying information for the arts 2) the professional develop-
ment office will be trying to expand upon the Council's endow-
ment fund by attracting private donors.

The Council will be working on strengthening its advoecacy of
the arts and will be Ia-uk:ingltu bring the community together to
nssist with thia rale. The OAC is looking for nssistanee from
client groups, the OAC Board, the Ministry of Culture and
Communications, and the elected government in exerting local
and provincial pressure. The Coundil identified that the nssis-
tance of the boards of client groups will be an important source of

The OXBERRY cometh ...

|
Contact the LIFT office for latest details!

This is a genaral report from that meeting.

pressure aince 1) they are the elected representatives of organiza-
tions and 2) they are unpaid community workers. Most of the
client groupa now have a long term history. The services we offer
and our representation (here and abroad) represent equity and
has an impact. What we have achieved has a negotinble value
and providea us with a strong argument.

With the new budget alloention, the OAC and a number of
organizationa will be in a deficit at the end of the fiscal year.
Emerging nrtists, new projects and new groups in particular will
miss the funding boat. We must look at the Council's budget
allocation as an attack on the arts community and demand an
increase. At ahsclute least the budget should allow for inflation.
Public subsidy of the arts has existed since the arts began. [tis
&n important and essentinl role for government to nssume. The
E‘?&fa that the arts will one day sustain themsalves is absolutely

se.

The GST. What is the breadth of its impact on us as an or-
ganization and as independent filmmakers?

Tax is paid for every transaction: equipment purchases,
rentals, consulting and professional fees, ete. Since co-ops are fee-
for-sorvice structured, the GST will have a big impact. If we are
exempted for any reason we will still pay tax up front and then
be refunded if deemed eligible for exemption. Grants will not be
taxable but honorariums most likely will. For example, the GST
considera o jury honorarium payment for a consulting role. The
GST will be an accounting nightmare which may force us to
adopt a black market economy — where a barter system replaces
fees-for-servicea.

The Status of the Artist and the Broadeast Act are high on
Mareel Masse's (Federal Minister of Culture and Communica-
tions) ngenda these days. The new Status of the Artist legisla-
tion, if panood, will establish the artist ns a wage varner in that
the artist assumes an entrepreneurial role. Whila it is good in
establishing economic recognition for the artist, it ot the same
time ties the artist into the GST and weakens any argument for
exemption! LIPT is now beginning to research the GST and how
it will affect the co-op and our members. We can and should have
more contact our politicians. You can write your MPP and you
can alsa join LIFTS lobbying committee. Lot your voice be
heard!

Letter from the Board

As we head towards the autumn, we are also heading for the
end of another term of the Board of Directors. The LIFT Annual
General Meeting (AGM) will be held sometime at the end of
Octobear or bciinning of November. Now is the time for those of
you interested in jeining the Board to start thinking about it.
The Board will be expanded from 9 members to 11 upen approval
at the AGM.

The positions are for a two year term with re-election after the
first year. Board members are required to attend monthly
meetings, chair committees, take and type minutes, write letters
and generally bear responsibility for the future of LIFT. The
Board is currently drafting n job description for ita members
which will be available at the end of September. Please contact
the LIFT office for more information.

Virginia Rankin

OUR MISTAKE: The Multicultursl Dramatic Film Fund, June 1990.
Recipient of an award for his film LOVE SUPREME is Rocky Brown,
not Rocky Supreme. Sorry Rocky!

MORE MISTAKES: “Climbing the Independent Ladder, June 1990,
The following namea were incorrectly apelled: Hena Krnwagna,

Jackie Roynal, Babette Mangolie. We regret the errors. l\FT 1




KITCHENER-BERLIN

Part 1 - A Measured Dance (1Tmins)
Part 2 - Veiled Flight (17 mins)
Philip Hoffman

@ 1990 16mm col =d., 34 min

KITCHENER-BERLIN is the final film of the cycle of 7
films made between 1978 and 1990. The films combine to
explore the autobiographical subject in relation to history
and memory,

Kitchener, the German-Canadian city (formerly called
Berlin before WW1) is the place of my birth. The history of
this city was the starting point for my questioning of
heritage, and search for a cultural and personal identity.
Largely a lyrical interweaving of several cinematic
threads, KITCHENER-BERLIN juxtaposes and superim-
poses images past and current, of Germany and Kitchener,
and travels from an interpretation of external realities (in
Part 1 - A Measured Dance) towards an internal view of a
collective and personal psyche (in Part 2 - Veiled Flight).
This later portion deals with film itself and the role of the
artist in revealing the stories and secrets of the subject.

Camern; Philip HoflTman, Colleon Graham

Sound CompositionProduction: Randy Smith (Part 1), Patrick Butler
(Part 2)

Editing: Philip Holfman, Marian McMahon

Asnistant Editing: Stephen Butson

Lacation Sound: Bruce Johnson

Production Assistance: Ton Maas

2 IMFT

A mediawork by Paula Fairfield
1990, Experimental, 10 min, colour, stereo 35mm/Betacam

LIVEWIRES recreates the viewing experience of woman
isolated in a broadcast version of Plato's Cave. As she
monitors the world through electronically mediated and
manipulated information and, aware that she is being sur-
reptiously monitored, monitors herself in relation to the in-
formation she is receiving: a vulnerable state of the viewer
viewed: a technological allegory about fear in the age of
electronic intimacy.

LIVEWIRES explores the viewing process at a time when
information about the world around us is almost exclusively
mediated through technological means. Sophisticated elec-
tronic applications have facilitated the personalization of
media information, and the content and structure of this
information and the way in which it is dispersed are geared
toward locating the base of our experience withing the realm
of technological innovation.

In LIVEWIRES, the prisoner in the viewing cave is a
woman who is inundated with hyper-saturated media infor-
mation and monitored by a camera as she watches. The
camera slowly orbits around her, and although she seems
fixated on the broadcast, she is not unaware of the camera's
presence. Periodically, she challenges the look of the camera
— and through it, our loock — by turning towards us; but
direct confrontation is denied, as the camera systematically
turns away. An electronicimage of the woman, as seen by the
eamera, interjects the broadeast she is monitoring and the
denial ofher look becomes partofthe information from which
she formulates her world view,

Director of Photography: Kim Derko

Art Director: Virginia Rankin

Editer & Ssund Designer: Paula Fairfield
Music by Timothy K. Fairfield

A Pandora Picture
wilh Claire de Auer



WHITE ROOM
by Patricia Rozema
© Vos Production 1890

WHITE ROOM follows the journeys of Norman Gentle a
young middle-class would-be writer. One night Norm wit-
nesses the rape and murder of a woman he later finds out
is famous singer/songwriter, Madelaine X. The next morn-
ing Norm leaves his white bread parents for the big city
and encounters Zelda, an ambitious, gum chewing, street
performer who will do anything to satisfy her thirst for
fame.

Norm attends Madelaine X's publie funeral to help
purge his guilt abéut his passive complicity. There he
meets Jane, a strange and melancholy recluse, He follows
her taherisolated home outside the city, and talks his way
into a gardening job, During the next few weeks they fall
slowly and eautiosly in love, but she disappears nightly
into a mysterious room. One day Jane plays a song. Norm
recognises it as the yet unreleased song that he had
already heard when he was prowling around Madelaine
X's house. When Norm hears publicised rumours that
Madelaine X eould not in fact sing, he begins to suspect a
bizarre relationship between Jane and the dead star.

Throughout this mystery runs Norm's frustrated desire
to write. He is startled by visual metaphors that flash
before his eyes. When he attempts to capture them in
writing, they just sound ludicrous. After he learns his love
for Jane is reciprocated, he has a triumphant break-
through. Zelda uses the story he has written to further her
own ambitions and, in deing so, threatenstodestroy Norm
and Jane's tranquil haven.

This sometimes absurd, sometimes psychologically har-
rowing tale concludes with two endings —both true, both
necessary — on tragic, the other euphoric.

WriterDirector: Patricia Rozema

Director of Photography: Paul Sarosey
Production Desighner: Valanne Ridgoway
Omiginal Muasic: Mark Korvan

Producer: Alexandra RalTé

Exccutive Producer: Patricia Rozema

with

Kate Nelligan
Maurioo Godin
Margot Kidder
Sheila McCarthy

ANTIGONE
by Gary Popovich
8 min 16mm B&W

Shotin an abandoned warehouse, documenting a contempo-
rary adaptation of the Oedipus story by a group of Toronto
experimental filmmakers, Antigone parodies the inability
to bury classical forms, information/truth documentaries,
obsessive narrative preoccupations, and patriarchal predi-
lections in the Canadian film avant garde — in a STORY
about trying to bury the old story.

By the laws of academia, nostalgia or Hollywood the
stinking corpse of the old story is fouling cinemas from
shopping malls to academic halls, from artist run centres to
NFB lenders, a circus attraction for the Kultured, regener-
ating itself like the BLOB, a deadly Western canon balling
over every meaning until it's reduced to but one — the
desired ONE.

Taking the history scalpel to the BLOB, the centre ring
clowns are released: here we re-visit the twisted shapes of
the Master in his various get-ups: father, king, detective,
god, state, text, son ... film director; while also featuring
that now familiar mother-lover combo. Gathering the light
of these unburied master forms and codes, Antigone bends
them into both a documentary about searching for contem-
porary meaning and validity in the old story, and a fiction
about failure to find any value but pardody. In the end
everyone dies ... EXCEPT for the witness who is still
recording.

Writern'Camera/Editor; Gary Pepovich
Sound: Randy Smith and Gary Popovich

with

Steve Sanguedales
Mike Hoolboom
Barbara Stermmham
Gary Popovich

INFT 3



Drawlng by CATHERIME (of Parkdale) Phole by RON ROGDE

PROWLING BY NIGHT

PROWLING BY NIGHT documents police harassment
of the street prositutes in the Parkdale area of Toronto.
A total of 21 sex workers were involved in making the
film.

The working girls provided drawings and voices for
the film/puppet/play which has the look of an adult
cartoon. Seeing 21 street girls together in the same
room — somewhere other than the West Detention
Centre — is incredible. Every woman was eager to be
heard, and when they were told dunirg shooting that
the police would frown on the movie, most insisted on
using their real names, or the name they are known by

EXPOSURE
by Michelle Mohabeer

e Canada, 1990, 8 min, 16mm
PROWLING BY NIGHT will be screeaed at the Festival E’I“ OSURE s "'"“’”“";'.‘"“' d‘;"““;“““;’? d"‘“? o
of Festivals as part of Five Feminist Minutes D e, B N B O
: : A dialogue between two leshians of colour (Japanese
Canadian & Afm Caribbean women) is intercut with
c[ e “':’Lﬁ’ﬁl 1 Derko photographs, texts, paintings, and voice-over.
Editor; Petra Valier
Prodoction Assistant: Shanen DiGenova EXPOSURE w1l be sereened at the Festival of Festivals

as part of Five Feminist Minutes.

DircctorProducer; Michelle Mahabeor
Cincmatographer: Ana Chnstakou
Sound Recordist: Michele Moses
Camera Assistant: Glooe Lawrence

with
Monn Othawn

4 INFT Leleti Tamu



TRADE FORUM

Thia year as in past years LIFT ia hoping to purchase
passes for the Festival of Festivals Trade Forum (Sept 9 - 12).
The 1990 Trade Forum entitled 5000 Pieces; One Picture
will include information sessions and workshops on: The
Indie 5000 (ways independents pull together their finandial
ti acknges and get their films made); Preducing Movies for

8. Cable; Rndy. Aim, Market! (a look al marzeting tools
such as movie posters, radio ads, test marketing, ete.):;
Croasing the American Border; Thn Documentary Cometh
{Agnin): To “B® Or Not To “B” (examining the future of tha
Canndinn *B® movie); Business is Businesa ia Business (busi-
ness strategies for the film and television industry); The
Homae Videa Revival (examining the homa videc
markatplacey, Women Producers From Around The World;
and Alternatives to the Theatrical Marketplace.

Purchase of the passes is contingent upon government
funding assistance. If a grant for the passes is approved they
will be ebtained in LIFT'a name and shared amongst the
membership.

Thasse interested in attending Trade Forum seasions are
asked to submit to LIFT a brief written requestindicating
which sessions they wish to attend and why. In return,
members will be required to write an article for the newslet-
ter tashare the information they obtained with the rest of the
membership, and to collect copies of written information
available nt the Forum to add to the co-op’s rescurce files. A
brochure describing the sessions offered nt this years Trada
Forum ia posted in the LIFT office. Datea and times are yet
to ba announced,

Flense note, funding assistance for Trade Forum passes is
not yet confirmed. If funding is approved we will only be able
to purchase a limited number of passes, 8o members are ad-
vised to submit their letter of interest promptly.
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and fine culs
by Ella Quant

Well, dears, Ella has just returned from LA and is dying to
fill youinon Hollywood's latest. First of'all, you must know that
lo in anﬂthﬂll’uml as mrmghtup-ct. In
mpm-y don't look much better average LIFT
ml::l'hr Of courss Ella mayhuwhunlwﬂ in all the wrong
L]
% It esom s that thereis a desperate shortage of/MEN in LA and
that many attractive young women have resorted to attending
M meetings in order to meet needy bachelors. Alesholism is
.rﬂ‘l'lq'l.lilih for AAin LA, since anything remotely confes-
mional is au courant, Ditto postry readings, although if you
want toreally enjoy them, aleoholism is probable a plus. Second
hand goasip would heve it (Ella wouldn't knew) that there are
specinl AA meeting where WOMEN can meet other women
from Jodie Foster's Army, so to speak.
-

Sunday in LA found Ella at the Farmer's Market where cafe
olé nnd croissants ars consumed outdoors over well-thumbed
scripta. How terribly quaint to see six to eight earnest and pale
New York style ancrexics helding a script conference in sun-
glassen,

Here in Toronto it's been a great summer for those not
employed on Masala or Highway 61. Some unemployed
filmmnakers may have found werk g HWY 401, or
perhnps washing dishes at Tandoon Kitchen. Others have
decided to split. Annette Manganrd for instance, has opted for
atotal change of scenery and is now a resident of Montréal. Ella
hopes Annette finds s charming pied 4 terre with a guest room!

As excitement mounts for the Festival of Festivals, Ellacan't
help but mention the LIFT Festival Celebration! Another hot,
het, hot, party to féte the LIFT filmmakers selected for this
years Featival. Mark September 13th on your calendar and

come prepared to DANCE!




Sergei Eisenstein, I'd like you
to meet Yukio Mishima

AN INTERVIEW WITH
JOHN GREYSON

by MICHAEL DYER

Filmmaker [video artist John Greyson
has a habit of introducing the most
familiar faces and names into his
works: people whom, for the most part,
are no fonger with us. In his videotape
Moscoww Ioes Nof Believe in Queers
(1986), an eccentric docu-diary of a pre-
Glasnost Russia, Greyson's Moscow is
a gay haven with hosts Rock Hudson
and Alexendra Kollontal, While fur-
ther testing the waters for fictional
encounters between the dead and fa-
mous in another videotape, ¥You Taste
American (1986), Michel Fouecault
and Tennessee Williams have an af-
fair. Whife You Taste Americanisthe
forerunner to Urinal, (which will hape
a LIFT screening on August 87th) the
two works are structurally unique, and
quite distinet from one another. Fou-
cault and Williams are victims in their
washroom sex encounters; the person-
alities in Urinal are observers, not
participants. The characters try to re-
solve the dilernma of the policing of
washroom sex in Ontario, discovering
along the way that hundreds of men are
arresfed each vear, many whose names
are published in local papers, their
lives destroyed as the private becomes
the public,

M: Did you study film and video, and if
so, where?

J: (laughter) T didn't. [ went to Beal
Technical High Schocl in London, On-
tario and they had a really good art
department and an art history teacher
there who had never seen an artist
video tape in her life, But she decided
video was the hot thing and we should
all be making video instead of paint-
ing. She uszed to check porta-paks out
for us and that's where [ started mak-
ing artist tapes. After moving to
Torcnto I finally farced my self to con-
front the fact that I wasn't s painter; [
waz a termble painter! At the same
time I joined Trinity Square Video and
teok warkshops ... mostly I learned by
working on olher peoples’ productions.
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I made a few tapes
then moved to New
Yark for a couple of
years and made some
collaborative docu-
mentaries, and it was
around 1983 that I
started making tapes
that people looked at,
that other people
wanted to see. Again I
was using the two co-
ops, Charles Streat
and Trinity which
were really vital in
terms of being a com-
munity of other artists
working in similar
ways. Later I joined the Funnel when I
made a short film in ‘86, and joined
LIFT at the same time to edit that film
(A Moffi Called Simon). I didn't
know anythingaboutfilm, I'd only ever
done Super8 ... which is always so slap
happy.

M: So, unlike many artists who begin
in film and become well versed in
video, video is where your roots are.
What are your reasons for working in
film at this peint?

J: If T had my druthers I'd probably
stay in video. And the simple reason
has to do with post-production, I find of
all the aspects of it [film] that are
pleasurable, post-production is by far
the most pleasurable and productionis
by far the least pleasurable. And video
post-production is for me this very rich
place where images are layered and
you re-invent the meaning of scenes
through juxtaposition and montage.
Butfilm editing, in comparison, is abig
drag because all you're doing is cutling
images topether or you're spending
tons of money to approximate what
you can do in video with the push of a
button, But at the same time ['m quite
eritical of a sort of ¥post-MTV" vides
editing vocabulary, which is a special
effect every half second. Everyone is
very cynical about that, but 1 also think
that the purist aesthetics that come
out of film editing, about how straight
cutting is the highest form of creative
exprossion, just doesn't et i,

M: Mo pun intended...

a

Sculptures Florence er[l-{ni lie Creed) and Frances Lorng (Pauline
Carey) discuss thelr strange group of guests In URINAL.

J: Yeah. So the only reason I'm very
interested in film right now is because
of distribution, because the possibili-
ties are much greater, especially for
feature length projects.

M: I was pgoing to ask you about that.
satinon the Images 90 workshop Film
Video Hybrids (with Greyson, Paula
Fairfield and Ali Kazimi) and found it
interesting that this distinetion be-
tween film and video is becoming
blurred, and in fact, Paula used the
phrase *media work”, not wanting to
call what she does a film or a video.
What was the aesthetic decision in
your first feature length film to intre-
duce aspects of video?

J: There were several reazonsand they
all had to do with the content. [ wanted
to use the story of Dorian Gray, which
is all to do with portraiture, and so [
became very interested in notions of
portraiture historically: the painterly
portrait, the photographic portrait and
finally the filmmaker/documentary
portrait. Tied with that, [ knew that
there would be these six documentary
sequences which came from the ca-
cophony of voices that [ heard both
outside of myself and within myself,
approaching the subject of washroom
sex from many vantage points. Six was
a bit of an arbitrary number; it could
have been twelve, T ended up fecling a
bitlike Sibyl! But I think it's actuallya
really interesting way to approach a
subgect, to polemically insist that there
15 not one way bo see something but
instead insist there'sa sort of polyvocal



vocabulliry for talking about anything.
And so video became an obvious way of
separatingthe dramatic and documen-
tary sequences. And one of the things 1
was interested in is that in conven-
tional film theory there are notions
that a particular sort of image con-
dones a particular sort of authority,
thatdramais warm;drama equalsfilm
equals warmth equals emotional iden-
tification equals escapism. Documen-
tary equals video equals cold equals
authoritative equals up front ... all
those sort of elichés, I found thatin fact
the most useful way to show those
clichés to be absurd was actually to set
up a structure where the structure
itself seems to sugpest that division,
and then actually reverses it so that
the strongest point of emotional identi-
fication you achieve is actually in a
cold, gritty documentary sequence
where someone’s talking.

M: [ would suggest you almost parody
that whale set up.

J: Oh yeah, yeah. It runs through the
entire film, in terms of the dramatic
scenes, how they're all very theatrical:
the camera, the single shots, the
painted back drops that suggest a the-
atre space; it's that sort of thing in con-
trast to the official, faster cut docu-
mentary sequences that really fore-
ground video as a medium.

M: What's interesting about Urinal is
that even while you create these hy-
brids you tend to have fun with the
images you affect, and you seem to take
the technology and ask yourself “how
can | play with this?" Obviously there’s
a reason for you doing this, but it al-
ways strikes me as being very playful
and again almost a parody of what's at
your fingertips.

J: Yeah, | can sort of see that. I mean
I'm not very skilful technically and so
I'm always amazed that I get anything
done. I found my working relationship

A
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“There is a
lot of
territorial
chauvinism
on juries of

our peers ...”

with technology has to be a bit of give
and take; it ean never be purist in na-
ture. Ifit has to go another generation,
so beit. And the results tend to be quite
goal oriented. 1 mean we have this
number of days, and this little amount
of money, and I'm not going to go over
budget, so lets find a creative solution
that satisfies my needs but satisfies
the budget... and why not make a joke
out of that at the same time? So the
poverty in me can become a rich part of
the process, because it [Urinal] was a
very cheap feature, I didn't want to go
in debt, I wanted to pay everybody and
I wanted it to work as a feature, and I
think to some degree I achieved all
three. There's all sorts of things that if
I had more money or more time I would
have done differently, but it was very
much about trying to create a project
that could be accomplished given all
those complications. But I'm not inter-
ested in spending the five or ten years
getting out of debt that some people
indulge themselves in, and not making
another film. There are too many
people who have stopped making
works because they invested every-
thingin one thing that went belly-up. I
just don't think that's a very practical
way to work,

M: Your films also tend to be pretty
topical, so it's important that they be
put out there as quickly as possible.

J: By the time Urinal came out the
level of police washroom busts was
actually on the increase again after a
low period. The activism around it
completely dropped off, mostly be-
cause of the AIDS epidemic. You find
that most of the people who had been
organizing around the bath raids in
the early 80°s, and in some cases wash-
room sex, had all moved their energies
over into AIDS activism or other forms
of activism, In fact there’s nothing
going on right now to protest these on-
going arrests. They've stopped releas-
ingthe names because of the fall-outin
St. Catherines in 1985, and the police
tend to be much lower profile, The idea
that technology produces a social prac-
tise as much as the social practise pro-
duces the technology is so clear when it
come to washroom sex, because you
just see this stupid equipment they've
bought for a lot of money, a surveil-
lance system, and they have to use it
and there's not many ways you can use
it. People are never hurt by the crime,
only by the prosecution of the erime.
And it also ties into the notion of por-
traiture because people don't exist
without portraits, and the whole thing
about Dorian Gray, which was more

“I think it's a
very healthy time
right now with
the cross-over
membership be-
tween LIFT and
Charles Street
By T
and Trinity.”
true — him, who remained ever young,
or the portrait which told the truth
about his life? So for me the central
metaphor that a lot of the video devel-

oped out of was trying to visualize this
process of constructing portraits.

M: How do granting agencies deal with
artists who work in this film and video
hybrid? How do you tell them what
you're doing and therefore what
agency to apply to?

J: On the one hand there's the official
word, and both the OAC and the Can-
ada Council say that they recognize
production in other media as support
malerial for a video grant or a film
grant and if you're making a video tape
go to the video jury and if you're mak-
ing a film go to the film jury. Urinal
was put together with video money. [
couldn’t get any film meney, except a
little grant from the OAC. The fun-
draising process took a long time and [
had to keep changing the project in
terms of what I told the funders in
order to re-apply. But | was also mak-
ing other tapes and so I'd spill off
money from other projects to make it.
It's something everyone does and the
councils know; it's no big surprise. But
my sense is that there's a lot of territo-
rial chauvinism on juries of our peers
and filmmakers tend to feel threat-
ened by video artists who they perceive
as petting all the breaks, and video
artists feel threatened by filmmakers
who they perceive as getting all the
breaks. In film you can apply for much
larger budgets then you can for video
projects, but it reaches a point where if
you want to work high end in video,
then chances are your production
budget could be very similar. Low end
film is the same cost as high end video,
so what's the difference ultimately?
But [ can see it both ways because I
know the costs on Urinal, at $35,000,
were probably three times what I'd
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ever spenton a tape before and I'd never
made a feature length tape ...

M: That's nothing for a film...

J: ... it's nothing for a film, so it's not a
very useful fipure for anyone's pur-
poses. But there's a ceiling in both, a
really low ceiling in both, and I do think
film juries tend to be very hard on video
artists and I think there’s a false dichot-
omy around aesthetics. But if you look
at the history of both mediums you see
all sorts of cross-over within the twenty
years they've been tangled up together.
So it's not a very useful dichotomy, but
in fact, I think as communities work
they're still not talking to each other
very well, and that can hurt you on &
jury.Ithink that somethinglike Images
90 has been the first attempt in this
community to get film and video people
talking to each other and watching each
others work on the same sereen ... my
god! So, I think it's a very healthy time
right now with the cross over member-
ship between LIFT and Charles Street
and Trinity. This is something that was
inconceivable probably two or three
YEars ago.

M: Had it been any other filmmaker, or
video artist, or someone from the NFB,
Urinal could have been done in a
straight, documentary-exposé style.
You chose not to; you mixed narrative
and documentary, and as | said earlier,
a parody of both styles at that. Why was
that choice made?

J: Well it first came out of that interest
inhaving more then one narrator, more
then one place for the truth to reside,
and so each of the six make a compelling
arpument. In fact I think one of my
main self criticisms of the film is that
there's no viewpoint in the film which
condemns washroom sex and I think
that would have been very useful for
dramatic — not in the traditional no-
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ngstnn Hughes (George Epnnln] am:l Enrgal Elsenstaln
(Paul Bottls) explora the Intricacles of galer sex In URINAL.

tion of dramatic — po-
lemical reasons, There
is one place in the film
where the characters
have an argument
about the morality of
washroom sex and I
was hoping that would
be enough. But I think
the ethical debate,
which is so central for
people, got lost a bit or
was downplayed. It
was choosing heros on
my part. Even
Mishima, although he
was a fascist, he wasa
fabulous writer.
There's no denying
his richness and I thought it would be
fun to throw together this motley crew
of bohemians and socialists and one fas-
cist just to upset things. But also I was
really interested in talking about the
closet to some degree. Frida was very
outrapeous but she had the excuse of
her marriage and her many hetergsex-
ual affairs as a way not to come outasa
lesbian. The girls to their death bed
never said “we are lovers”, Mishimahad
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his out mthhis wife. Eisentsein had his
wife...s0 I thought it would be interest-
ing to choose six very unlikely pay and
lesbian heros, I mean they don't actu-
ally work as gay and lesbian heros, and
put them in this “Mission Impossible™
type of situation and throw that baeck at

the audience; not resolve it, but basi-
cally set them up for a big failure.

M: Why did you choose artists for the six
roles? Why not politicians or any other
high profile members of society?

J: Again it had to do with notions of
portraiture and the construction of
portraiture; who paints the pictures in
society? And so we had Frida the
painter, Eisenstein the filmmaker,
Langston Hughes the poet and short
story writer, Mishima the novelist, and
the girls were sculptors. One of the
things about choosing all those people

was it had to be an impossibly interna-
tional group of people in terms of lan-
guages and races and countries of ori-
gin, and there had to be perfect balance
and the balance had to be this perfect
problem: three men, three women: and
that's foreground in the film itself. And
the idea with artists came from that
notion of portraiture, who paints the
portraits of society, who constructs the
eritique, because I think the role of the
artist in the 19th and 20th century was
to be on the vanguard. They're finally
throwing off the old patronage model of
producing art for the ruling classes or
art for the monarchy or art for the
church, and we're the independent
voices, intended to be the independent
social critics. It seemed that if any cri-
tique of the problem of washroom sex
was going to come from somewhere it
would come from artists. And at the
same time the impossibility of the proj-
ect had something to do with the fact
that they would realize their represen-
tations weren't enough.

M= It strikes me that many video artists
are not taken seriously or even consid-
ered by other government organiza-
tions, for example Telefilm, OFDC.
What have your experiences as a video
artist been with those two organiza-
tions specifically, and how do you feel
they deal with the dichotomy between
the two media?

J: Well they both turned Urinal down,
Telefilm because I wasn't even “eli-
gible”, and with OFDC we went through
the whole process. | did have a distribu-
tor who was willing to open it theatn-
cally and they still turned it down. I
think the problem is their definition of
what is successful, because time and
again OFDC and Telefilm will tumn
down all sorts of prejects which actually
go out on the international film circuit
and play twenty world festivals and
garner great acclaim and don't operate
at all theatrically, but have a very long
and widely used life. Urinal did twenty
international festivals, and though
there has been no broadcast, no com-
mercial theatnical release, it has had a
certain success which has meant no
direct dollars for the Canadian film in-
dustry, butit's meantindirect dollarsin
terms of cultural profile. What I've seen
s0 much in the last five years is people,
experimental artists, documentary art-
ists, going through hoops and writing
just completely mediocre feature films,
leaving behind everything that they
believed in and that they were so good at
in terms of innovative ways of telling a
story, or addressing a political issue, or
ereating a set of images. They left all



thatbehind and for what purpose? Tele-
film dangled the carrot and then just as
they were ready to start shooting, Tele-
film pulled out. I've heard three ac-
counts of that in the past six months. I
have very little pood to say about those
two agencies and I think they're listen-
ing to the community. Their new docu-
mentary fund will help serve certain
people and that's hopeful, but I don’t
think they've moved fast encugh, given
how articulate the community has been
in its' critiques. 1 don't think they've
really listened properly.

Johnalsospokeabout hiscurrent tenure
as a writer/director at the Canadian
Centre for Advanced Film Studies. To
date it has not been an easy session. Off
the record John spoke about his first
project, with the working title Uncut,
which was refected by the centre due to
what Greyson calls a misunderstand-
ing. He will makethe film, but outside of
the Centre. His “fall back”project will be
about the Toronto high school teacher
who was murdered in High Park. The
Making of Monsters will be a parody
of the “making of genre” and it will be
Greyson's first musical (pending Centre
approvall.

M:To me, and I think to many filmmak-
ers, the Institute is a real mystery, a
territory few will ever see, almost secre-
tive ...

J: They've talked about opening it up
more this year and having people up to
screenings. The program keeps chang-
ing, so next year it's going to be com-
pletely different again, there won't be
any short films, it will all be exercises.
My sense is every year they try to fix
what went wrong the year before and
they're betwixt and between. They
aren't sure whether they're a Sundance
or an American Film Institute or an
Australian Film Institute. [ don’t have
any way of usefully characterizingit...
I'm not a very big fan of it nght now, I
think the key thing is if you want to go
there you have to have a really clear
idea of why you want to go. I went there
because I wanted to make a short film
and not have to fundraise and to gain
skill that I didn't get by going to school.
To a certain degree 'm accomplishing
that, and so it’s serving my needs. For
someone who has a different set of
needs it's very likely that they may not
be met and there's certainly been some
residents who have found it very diffi-
cult. I think both the writers and pro-
ducers have had a lot of questions about
what it has meant for them. Then again
some of the criticisms that have been
leveled at it I haven't agreed with.

LIFT Monthly Screening

Monday, AUGUST 27 - 8pm
345 Adelaide St. W. #505

John Greyson
presents

URINAL

Undercover 'gay’ agent Derlan Gray (Lance Eng) In URINAL

“Funny, sociologically jolting first feature...it makes its points by blending hu-
mour with facts about pervasive homosexual discrimination.”
-VARIETY

URINAL relells "The Picture of Dorian Gray™ with tongue firmly in cheek,
featuring a cast of Toronto actors and artists. Neilher “straighl™ narrative nor
comnwventional documentary, URINAL' s experimental format mixes film, video
and compuler “paint box" effects lo explore the polilics of washroom sex and
policing of sexualily in society.

The narrators for this subject are a host of famous dead “gay™ artists who
reveal that hundreds of men are arrested in Ontario each year on washroom sex
charges. Victims of police entrapment and video surveillance, their names are
often published in local newspapers, and their lives are destroyed. Documentary
interviews with Member of Parliament Svend Robinson, gay activists and men
who have been charged with “gross indecency” are juxtaposed with humorous
slide lectures and dramalic reconslructions. 100 min. Col. 1988.
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KREPLACHa)

by Alan Zweig

he other day 1 had — I couldn't actcally call
I it a conversation — with an "experimental”

filmmaker whose work I enjoy and respect,
He mentionod in passing, as if it were an objective fact,
that experimental filmmakers were more concerned with
the “materiality” of film than “other” filmmakers - by
which I took it he meant, filmmakers involved in "narra-
tive”, in “drama” or (the unkindest cut of all) filmmakers
working in “the industrial model”. I should have known
better than to protest. “Materiality” is one of those terms
like “time-based art” that experimental filmmakers have
invented to support their position.

But [ bravely protested that all films are concerned
with the material of film (whatever that really means). He
muttered his dismissive response. The only word I heard
clearly was “Actors”. End of discussion. Apparently you
car’t use actors and still be concerned with the material
that is film. It reminds me of that old joke that the hard-
est part of making film is getting those sprocket holes
punched just right.

What especially confuses me about this tiresome an-
tagonism between filmmakers working in supposedly dif-
ferent traditions is that many of these "experimental®
filmmakers produce work that is, to my mind, narrative.
Their films often feature narration which makes it clear
what the story of the film is. And sometimzs when the
story is less clear, they're more than willing to stay after
the screening and tell you what the story was. They may
clam that the so-called stories are only one level of the
work, or that they're subverting narrative ete. ete., but so
would any number of — “ugh” — industrial filmmakers.

What bothers me is how stubbornly they cling to their
labzls. No matter what genres they choose to investigate
in their work their identity as “experimental” filmmakers
is sacred. And they won't share it with youw

'm tired of this superior, holier-than-thou attitude. I'm
tired of hearing about “light and molion” as if that 1s thelr
exclusive dominion. Great films have been made by people
wha left the concern with emulsion to the folks at Kodak.
And great films have been made by filmmakers who left
nothing Lo anybody,

Their attitude does make me wonder about my awn
work (essentially a healthy pursuit), I wonder why I and
others like me waste our time being concemed with light
and camera movement and rhythm and pace and clanty
and meaning when really the actor is going to walk on set
and wipe all that out.,

['m tired of all the self-congratulatory or accusatory
terms. “Time-based art” — If anything, time is of much
more concern to someone — “ugh” — telling a story than
to someone wondering whether they should leave this
shot on the sereen Lwice as long as necessery or three
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times as long.

“The industrial model® — meaning the film
industry, supposedly meaning anyone who wants
to make a dramati: film especially if it's longer than sixty
minutes ... even if that film is made for no budget (outside
the industry). If you make a film like that you are the
enemy. You are part of the problem. Forget for a moment
the fact that these accusers always complain about their
lack of widespread acceptance or exposure. If it came —
which it never will — they'd be part of an industry too.

My earliest influences came from experimental film.
But I couldn't express myself in those terms. I still see
those films and those filmmakers as part of my commu-
nity, as working in another area of the same “art form”. 1
see some of them crossing further into narrative; 1 think
the labels are useless. They promote a kind of self-censor-
ghip. Ie this experimental enough? MNo? Better mess it up
a little.

I hate the term “calling card films™ which is used,
mostly by experimental filmmakers to dismiss the entire
genre of short drama. A short drama is not really a film;
it's an application form for Telefilm or Hollywood, There
is still only one really good example of a short film becom-
ing a successful application form in Canada so far but all
they need is one example.

Every film is, in some way, a calling card whether it's
for Hollywood or the Canada Council or a Festival or a
teaching position. Every filmmaker wants some kind of
career and uses his or her films to attain it. That should
be self-evident not divisive.

Then there's the issue of money or budgets. There is
the perception that it's easy for a filmmaker, having made
a deal with the devil and crossed over to the “industrial
model”, to get hundreds of thousands of dollars from the
government. This leads experimental filmmakers to roll-
ing their eyes at the size of budgets and telling you how
they could make ten films for the amount of money you
{(wen't) get from Telefilm,

I innocently told an experimental filmmaker that three
hundred thousand (ten times more than I've ever spent)
was a low budget for a feature and he almost spit his beer
in my face in his righteous indignation. I can't remember
how may films he said he could make for that money; he
also didn't specify how many of them would be worth
making.

So what? First of all, at least theoretically, films are
given more money when they have a potential of making
more money. And would any experimental filmmakers be
willing to submit their scripts to Telefilm-style scrutiny?
{Meaning there is a price to be paid). But the bottem line



is that if | made my film myself with no crew and what
little crew I had I didn't pay anything and I could use
equipment that I either could own or borrow cheaply (all
of which I've done) then | wouldn't need such & {suppos-
edly) huge budget either.

With the budget that I may never get they could make
ten experimental films. Somebody else could make two
hundred and fifty experimental films. Somebady else
could maybe buy a house in Toronto,

Working in the luerative industrial model [ have
received three grants of ten thousand dollars each in
thirteen years. When I got my first one my grandmother
couldn't believe T didn't have to pay it back. Maybe she
was thinking of all the “kreplach” (ravioli) she could make
with ten thousand dollars.

Out there in the larger world when people completely
dismiss experimental film with all their ignorant epithets,
I defend it. 1 don't defend it for my friends only: I defend it
for myself too. That ignorance affects my work too. But
back in what I thought was my community I find so little
support. Instead I find the same kind of ignorant and
inflammatory accusations. How many times have I heard
my interest in drama reduced — by experimental
filmmakers — to a desire to produce “Rambo™ Rambo?
They could at least be a little more original in their
putdowns.

The LIFT board called a meeting some months ago to
discuss (I thought) how LIFT could extend its support to
members trying to make features instead of setting them
adrift in the “industry”. I tried to make the point that
these members who possibly had made short dramas
before were now simply trying to make longer dramas ...
but from the peanut gallery [ kept hearing “Rambeo”. The
attitude was that if they want to join the industry let 'em
go. That's too bad, This argument has nothing to do with
film, It has to do with misdirected jealousy.

[ have a number of musician friends, I always end up
trying to make some film/music analogy. Well I'd be °
willing to bet that Glenn Branea or Rhys Chatham
(“avant garde” minimalist New York composers) don't
resent Sonic Youth for performing “songs” or for signing to
a major label. | bet they're Sonic Youth fans and that
they see each others work as all part of the same r.h:inﬁ.
the same art. Glenn Branca could write songs (probably
has) but that just isn’t his main interest. I bet he doesn't
even resent the New Kids on the Block ... maybe he even
taps his foot along to them. Maybe I'm being a little
generous to Glenn who I don't know but have listened to.
The point is [ suspect he's secure in what he does and isn't
looking to make artificial and divisive judgements about
those pursuing a more “commercial® path,

Clive Barker, the “horror” writer and filmmaker, is
quoted as saying that experimental filmmakers have
given in to mediocrity, that they have accepted that the
public will never understand their work so they make no
effort to change that fact. He says that there's nothing
more subversive — if that's your goal — than seeing his
films opening in fifteen hundred theatres.

I'm presently writing a feature film which is designed
to be the debut feature for a well known and respected
experimental filmmaker. I guess he's selling out. He's
abandoning all concern with the material film. He's
gving up all control to me and those pesky actors. He
doesn't know it yet but screenplays destroy intuition and
feel. Collaboration destroys individuality. Stories destroy
the “time” base. Actors eat up the emulsion, spit it out
and call it “craft service”, And if you read the screenplay
backwards it says “Rambo”.
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Before summer draws to a closs
LIFT would like ta take the oppartu-

ONTARIO ARTS
COUNCIL AWARDS

At its June 1990 meoting the On-
tario Arts Council approved grant
recommendations which awarded
soventeen Mlmmakers a total of
$276,305. Congratulations o the
following LIFT members who re-
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Daniel Campbell, Shelley Muansell,
Paul MeGowan, Stephen Th-
ampson, and others who, st Uhe time

of this writing, are not yei awers The Multicultural Dramatic Film
that theyll soon be called In with  pyog iy o pilot project funded by the
hammer aod nails in hand. Devid  gpiuris Film Development Corpo-
has also provided us with much . iion and sdministered by The
needed anistance in booking mnd 0| isinon of Independent Filmmakers
maintaining cur equipment, &FgRn- Ql of Toronto (LIFT). LIFT (s =
izing equipment sorage, and work- = flmmaking co-op which provides
shop planning. production equipment, post-produc-

Members who utilize LIFTs W inn facilities and other resources ta
guide and updated information ™ members at co-op rates. The multie-
sources on funding programs will )0 0) fund hopes to carreet & aitu-
have Haisa tothank. Kains hasalse 50 p of0 nder represontation in the
been undertaking research on the  Opegrin Almmalkingindustry by cre-

STEERING
COMMITTEE

impending Goods and Services Tax 44500 more opportunities for those =

to advise us on its implicationsboth 4o b yye not been able to access the
ta the coop and cur Mﬂbﬂ"- has  more institutional routesof funding.
worked st erganising cor informa-  Thy fund's mandste is to provide de-
tion rescurces oo festivale, and has velopment and production monles to
provided us with much needed help  Ghigible applicants. As the project
wilh membership services aod rec-  niers its second year, it will st

ord keeping. It has been a pleasure \ tampt 1o address some of the other
working with David and Knise. We 3 npeds that have arisen. To do this,
will ekes you both,

Lhe projoct needs & steering commit-

.4 tee of individuals from the comema-
% nities it addresses.

This is & community based projeet

that requires a steering commiites

with a knowledge of necons and wyn-

- B”ndn

maker Bin - temie discrimination, oquity amd
tﬂngﬁl 1o the mi_}:ﬁgﬁ- a._l'lirm.utiva a.rl'iﬂlﬂ.ll'ﬂll.h: and cros-
"'m“"wnnwﬂ“hhh:h vaak place b0 tive production, apecifienlly
{bbean Research Nane 21-23 Bi- filmmaking. If these ismuen are n
Vignnn, hutl-ﬂﬂ-mn s the cOnETERS F.lnul':qruurr:p-cmnw.ﬂl_mmi-
anca’s pmgtl‘ill‘ll i jued and ing your :!n'p'ul on the steering com-
waa @nLhusiasuicn ¥ her work-n- mitte. Thin is an opportunity ta vaice
chaded excerpld {mnhmngﬂﬁ_ B your concerna and addreas the is-
ROODTE DA he role ol sucs of your communities. As thia is

rary look .[.:ﬂtmur ment.  an Ontario wide projoct, any affili-

the Rasta abions w.l.hqrs-nul'l.uuiﬂulim#f

Toronts are especially welmmed
This is & strictly advisary task that
requires approximately one mocling
every throe weelks,
If you are interested in finding out
more about this, plesse call us wi
5966749 or 536-AZ33.

FILM SOUND
WORKSHOP

= :nlhl:u,ni fallowed by & disevaaing
creative and nesthotic i

bilities in Post-productiag lﬂuﬂ-
Absut the lastructor:  Phil
HalTenan js u Sheridan College filem
ctor and & Toronts Independ.

%ho has won 2
ber of major flm festival ._'.._:I::n

Suurhy, J‘Lum o8
12:00 pm to 4:30 pm
Members 15.00
Nnn-m Hmiﬂ-l‘l 25 .00

Call the LIFT office at
596-8293 Lo registor.

N

PRODUCTION &
CO-PRODUCTIO
GRANTS

Each year the Nathonal Film Boarg
allocates money to LIFT which is
used (5 assist membars in the pro.
duction of their films. FULL MEM.
BERS IN GOOD STANDING ARE
ELIGIBLE to apply for production
granta of up to $2,000, or for LIFT"s
annual co-produetion which oflers a
cash (nvestment of up to $8,000
slong with free access to LIFT equip-
ment and services.
To be aligible the applicant must
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Grant or the Annual Ca-production
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voluntoor hours and upgrading ta
Full Memberahip, The submission
deadline will bo schedulod for late
February or esrly March 1991.
Wateh for details in the New Year.
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CLASSIFIEDS

FOR SALE

NEW Video Switcher (30 comboa af
wipes/fades/variable speedas);
ARION DDS-4 Digital Delay/Sam-
pler. USED: Sony Beta SL-5200
{stereal; 127 B+W TV: T S9M4A
Computer. Contact Michael Lekes
at BA6-H21T4

FOR RENT

STUDIMWOFFICE SPACE to share
at Dundas West and Bleor. Hard-
wood floors, bright, Fax, Xerox, se-
curity, high-tech phone lease, park-
ing. 5 minutes to TTC. $650/month
inclusive. Available immediately.
Call: Back Alley Film Productiona at
531-8154.

JOB OPPORTUNITIES

GALLERY 101 is seeking = full-
time Arts Mansgement Intern to
train and work under the supervi-
sion of the Managing Director for a
one-ycar term. The successful candi-
date will work with artists, pro-
gramming, and the presantation of
exhibitions and events. They will
also bo instrumental in developing
and maintaining an organization
which provides a streng foundation
from which creative leaps can be
made. Training will include napects
of fundraising, financial admini-
stration and reporting, communica-
tiens, and preject/curatorial devel-
opment and sipport.

Candidates must have some formal
education or experience in either
management or the visual arts, and
they must display & serious desireto
pursue aria management as a ca-
mer.

Salary: $15,500/ycar
lena-year conimct begina Seplember 18, 1990
Reply with C.¥. and refercnces to:

The Hiring Committee
Galerie 101 Gallery
319 Lisgar St.
Ottawa, ON K2P 0E1
of eall Cindy Deachman for mors
infermation at (613) 230-27649,

PROMOTIONS
COORDINATOR

V TAPE invites applications for a
ane-year internship as Promotions
Coordinater. Reaponsibilities in-
clude design and preparation of pro-
motional moterials to enhaneo the
distribution of vides art, general ad-
mipistrative duties and reacarch of
current euratorial practices and fa-
cilitiea for the media arts. The suc-

JOB OPPORTUMITIES cont'd

ceasful candidate should have basic
understanding and appreciation of
Canadian video art and visual art,
good wriling akills and organiza-
tional abilities, Computer literacy is
an asset.

¥ Tape is Canada’s largest and
maost comprehensive information
and diptribution service for vidae-
otapes by artists and indopendent
producers, We encourage applica-
tiona frem women, visible minoritics
and native peoples.

Salary $20,020

Flease send written applicaticns,
with resume and two references to:
¥ Tape 183 Bathurst Street
Toronto, ON M5T 2RA
(416} 863-9897
Application deadline: Sept T, 1990,

SPECIAL PROJECTS
COORDINATOR

The Canadian Filmmakers Dis-
tribution Centre invites applica-
Lions for a one-year internship as
SPECIAL FROJECTS COORDI-
NATOR. The successful candidate
will work under the sapervision of
the Administrator, gaining arts
mansgment akills and experience
through the development and coor-
dination of a pumber of exhibition
and project activities.

This position is intended to pro-
vide professional training and prae-
tical experience to individuals seck-
ing a full-time ma oo gement position
in arts administration. Individuals
with more than one year of experi-
ence at the management lovel are
not eligible to apply.

Candidates should have an
awnreness of the Canadinn film and
visual arts communities, strong or-
ganizational and interpersonal
skills and excellent oral and written
communication skille, Bilingual
ism, computer akills and flm-re-
lated experience (including film
studies or film production) are defi-
nite assets. Start date: mid-Sept.

Salary $19,600 + benelits,
Start date; mid-September,
Written applications will ba
nezeplod untl Avgost 31, 16960 La:

Administrater
Conndian Filmmakers
Distribution Contre
87A Portland St.,
Toronto, Ont., M5V 2M8
(418) 593.1808

CLASSIFIEDS

JOB OPPORTUNITIES conl'd

INSTRUCTORS

ARTISTS to conduct workshopa in
an After School Program and a
HNeigbourhood youth program. Art-
ists musf ba able to use their par-
ticular eraft (photography, drama,
dance, creative arts, rap music or
video) in assisting participants to
explore the many aspects of their
culture as well as relevant youth
izmues, Must have at least two years
technical training in area of cxper-
tise and some Leaching experience;
experience in working with children
(8-13) and/or youth {14-18); knowl-
edge of social issuca nnd thier im-
pact on children and youth; willing-
ness to work with youth workers in
exploring the utilization of the arts
in youth programa; must ba able to
work a8 part of a Leam.

Sand resume by Sept. 7, 1390 to:

Youth Frogram Hiring Commites,
1804 Davenport Road
Toronta, Ontaric, MEN 1B7,

contact: Barry Fieder or Marie Dannis.
ON ALCUST e

|

TELEFHONE (416) 941-9412

CONFERENCE

The Bay Area Arts Collective pres-
ents: THE CURATOR AND THE
MEDIA. A conference in which se-
locted speakers will present philo-
sophical approaches and practical
information on incorporating time-
based media ints exhibition pro-
grama. To be held at the Art Gallery
of Hamilton, 123 King 5t. W., Ham-
ilton, Ont, LEP 458, on Saturday,
September 15, 1990, betwern 10:00
a.rm - 3:30 p.m. (Conference Chair:
Jane Gordon, Hamilton Artists Inc.
Programming Performance Art:
Pam Patterson, A Space Program-

ming Film: Daria Stermac, Cana-
dian Filmmakers Distributicn
Centre Programming Video: Nora
Hutchinron, Hamilton Artists Ine.
Art and Computers: Tem Le-
onhardt, Interaccess A Special
Screening of Art Tapes: Geoffrey
Shea, United Media Artists Studies
Regionalism: Thor Holubizky, Art
Gallery of Hamilton Art and Tech-
nolgy and A Special Demonstration
of Interactive Works: Derrick De
Kerckhove, McLuhan Program, Uel
T. $10.00 at the door (includes
lunch). For further information call
(416) 6276810

HELP AVAILABLE

CREATIVE Cinematographer look-
ing to work on mew film projects.
Recent graduate of Ryerson. Two
films in Montreal Film Festival.
Very knowledgeable and hard.-
working. Call Gregory Paul Bennett
at 964-2363.

CALLFOR -
SUBMISSIONS

PCTV, acablenetworkis holdingan
International Film and Video Festi-
val for Black History Month 1991.
Our theme is GLOBAL AFRICA:
LOOKING BACK AND MOVING
FORWAHRD. All ontries which meoet
technical stantards will be cable-
caston the PCTV network, reaching
150,000 cable homes in the greater
San Fransico Bay Area. In addition,
selected tapes will recoive specinl
recognition at a screening at the
prestigious Oakland Museaum. For
entry forms and questions contact:
Peralta Colleges Television
800 Fallon St
Oakland, Calif 84607

(415) 484.3283

DISTRIBUTION

Sullivan Films Distribution Ine. is
ceking to distribute new filmas, in-
chiding drama and dacumentary for
distribution in the International
Market (Including Broadeast TV
and Home Video). If interested
please contact Margery Reid-
Rajotie at Sullivan Films Distribu-
tion Ime. 18 Clarence Square,
Toronta, Ont, MEV 1H1 (tel) 597-
0029 (fax) E97-0320

I\FT CLASSIFIEDS:

Send your ad in writing to:
345 Adelaide Street West, Suite 505
Toronto, ON M5V 1RS

Members: Free, Non-members $5
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The Liasison of Indepandent
Filmmakers of Toronto is
supported by its membership,
The Canada Council, The Ontario
Arts Council, Metro Toronto
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Ontario through the Ministry of
Cuolture and Communications.

Articles published in the LIFT
nawalattar do not nocosearily
reflect the views of the editors, the
Co-op or membeors of the Board of
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